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Faversham (1590). 3 Vickers's attributions were rejected by several scholars using different systems, largely arithmetico-statistical, based on word frequencies. My own researches have collected a wide range of evidence in favour of an 'expanded' Kyd canon. In the course of this study I have scrutinized these ascriptions and the arguments against them. I propose that The New Oxford Shakespeare team have made an error by including Arden of Faversham in their latest edition. 4 MacDonald P. Jackson has been the most vehement supporter of Shakespeare's part authorship of Arden of Faversham, having first argued for his hand in the domestic tragedy in 1963. 5 Thus, my primary focus here must be on Jackson's 2014 monograph Determining the Shakespeare Canon: Arden of Faversham & A Lover's Complaint, in which he summarizes his arguments for Shakespeare's authorship of scenes Four to Nine (the middle section of the play, or Act Three in older editions) of Arden of Faversham. He ascribes the rest of the play to an unknown co-author who was probably not Kyd. I shall evaluate Jackson's claims concerning verbal parallels, linguistic idiosyncrasies, verse style, and computational stylistics. I aim to demonstrate that the evidence Jackson presented for Shakespeare's part authorship does not stand up to scrutiny when Kyd's candidature is properly acknowledged, whilst evaluating supporting claims made by other scholars. In this article, I therefore explore links between the three traditionally accepted Kyd plays and Arden of Faversham. 6 patterns of word associations in mind, and not Kyd's, when conducting his searches, which are thus open to unconscious bias. Jackson concedes that this process of determining 'whether a parallel is close enough to be recorded' involves 'an element of subjectivity' and that 'no doubt some relevant data have been accidentally overlooked'. 15 Moreover, many of Jackson's parallels are not contiguous, as defined by corpus linguistics, and it is questionable whether many instances truly constitute 'formulas' at all. Indeed, Jackson accepts the co-occurrence of a single word as valid evidence for authorship. Jackson's case for Shakespeare's authorship on the basis of verbal parallels is therefore compromised by scholarly 'preconceptions' of the very kind he warns against himself. 16 Jackson gives a summary of LION links to Arden of Faversham's Quarrel Scene (Scene Eight) and observes that ' [l] inks to plays by Shakespeare are overwhelmingly predominant. It is surely of further significance that four of the five plays' (including Henry VI Part Three and The Two Gentlemen of Verona) 'with the most links to the Quarrel Scene' are Shakespeare's 'earliest, according to the Oxford chronology'. 17 Below, I explore Jackson's claims regarding verbal links and chronology in relation to Martin Mueller's electronic corpus Shakespeare His Contemporaries, which consists of over 500 tagged plays dated between 1552 and 1662. 18 I have profited from Mueller's spreadsheet, 'SHCSharedTetragramsPlus', 19 which lists play pairs that share large numbers of unique tetragrams plus (four-word sequences or more). Mueller notes that 'it is quite rare for two plays-texts that are typically between 15,000 and 25,000 words long-to share more than one or two of the dislegomena' (a sequence of words that occurs within only two plays in Mueller's machine-readable corpus) 'analyzed here'. 20 According to Mueller's database, Henry VI Part Three (1591) shares ten unique ngrams (contiguous word sequences) consisting of at least four words with Kyd's The Spanish Tragedy and nine with Soliman and Perseda. The Two Gentlemen of Verona (1594) shares seven unique word sequences with Soliman and Perseda. 21 Jackson concedes that '[i]t is probable that no Shakespeare play tabled above was written before Arden of Faversham', but he gives little credence to the notion that Shakespeare was the debtor. 22 The chronology currently being produced by Martin Wiggins allows us to give more precise dating than has yet been available. Wiggins assigns Arden of Faversham to 1590; the play thus seems to have antedated the whole of Shakespeare's corpus. 23 This suggests to me that the Shakespeare matches with Arden of Faversham are indicative of Kyd's influence on him, rather than Kyd's authorship. Elsewhere I have explored the possibility that Shakespeare had acted in some of Kyd's plays and was able to recall their verbal details via his aural memory. 24 32 In a blog post entitled 'N-grams and the Kyd canon: a crude test', Mueller explained that he 'ran an experiment on 318 early modern plays in the MONK corpus' and 'extracted lemma n-grams from bigrams to heptagrams that were repeated at least once'. He computed 'their distribution across plays' and discovered that both accepted and newly attributed Kyd texts were placed above the median (the number separating the higher half of Mueller's data from the lower half) for play pairs suggesting 'characteristic patterns of authorial usage'. 33 Notably, Soliman and Perseda and Arden of Faversham are placed 'in the top quartile for shared two-play n-grams by the same author', with a percentage of 99.7. This percentage is higher than that found for the uncontested Kyd play pair Soliman and Perseda and Cornelia (93.5%), and thus provides compelling evidence for common authorship of these texts. 34 In another blog post titled 'Vickers is right about Kyd', Mueller applied 'Discriminant analysis to lemma trigrams' (three-word sequences) 'that occur at least 500 times in 318 early modern plays', which 'misclassifies 50 or 16% of 318 plays. It gets 84% right. Of 37 plays by Shakespeare, it gets 34 right'. 35 36 Mueller also applied these tests to plays in the 'extended' Kyd canon: Discriminant Analysis assigned Arden of Faversham to Kyd with a 97.4% chance. Mueller concluded that 'Discriminant Analysis very strongly confirms' that the domestic tragedy comes 'from the same stable' as the three accepted Kyd plays, and 'If you combine my evidence from common trigrams' with the evidence 'from rare shared repetitions, you would have to be very sceptical about the power of quantitative analysis not to acknowledge the fact that the claim for an expanded Kyd canon rests on quite solid evidence'. 37 Mueller notes that '[i]f we look more closely at shared dislegomena' consisting of at least four words 'by same-author play pairs, we discover that on average plays by the same author share five dislegomena, and the median is four. Roughly speaking, plays by the same author are likely to share twice as many dislegomena as plays by different authors'. 38 Mueller has discovered that 4,629 pairwise combinations in his corpus share seven or more dislegomena of this type, and that 22% of these combinations involve plays by the same author. Mueller's corpus therefore creates 'a framework of expectations' within which the evidentiary value of longer word sequences can be evaluated. 39 'SHCSharedTetragramsPlus' reveals that there are eight unique n-grams consisting of four or more words shared between The Spanish Tragedy and Soliman and Perseda. Given that Mueller's corpus consists of over 500 early modern plays, we cannot suppose that Kyd has been entered into 'a one horse race', as claimed by Jackson. 40 Mueller's spreadsheet also reveals that the play with the most matches with Arden of Faversham is Kyd's Soliman and Perseda. The two plays share eighteen unique n-grams of four or more words. 41 Mueller's findings support Charles Crawford's theory, put forward over a century ago, that 'these two plays must have been composed by Kyd much about the same time; and works of the same date by the same writer invariably repeat each other more often than others that are separated by longer intervals of time'. 42 More recently, Pervez Rizvi has developed an electronic corpus of 527 plays dated between 1552 and 1657, titled Collocations and N-grams, 43 which shows that Soliman and Perseda shares denser n-gram relations with the domestic tragedy than any other play of the period. The highest authentic Shakespeare text in this publicly accessible Excel spreadsheet is Richard III (1593), ranked twenty-first. Rizvi's results are fully automated and enable scholars to check for every contiguous word sequence, as well as all collocations (discontinuous word sequences), shared between plays. Searches of the modernised and lemmatized texts-drawn from Mueller's corpus and the Folger Shakespeare Editions website 44 -allow a wider range of matches to be discovered than by searches using original spelling or the unlemmatized forms of words. 36 Mueller, 'Vickers is right'. 37 Mueller, 'Vickers is right'. 38 Mueller, 'Repeated n-grams'. 39 Mueller, 'Repeated n-grams'. 40 46 The verbal evidence, whether rare, unique, common, short word sequences, or longer strings of words, based on a number of weighting measures in large electronic corpora, converges to support the attribution of Arden of Faversham to Kyd. On the other hand, as Mueller points out: 'there is no good reason to assume that relations between Arden and Shakespeare are particularly dense'. 47 Jackson's argument that 'it seems almost certain that more than one playwright was involved' in the composition of Arden of Faversham is unconvincing. 48 Elsewhere I have listed almost forty verbal matches between the Quarrel Scene and scenes that Jackson does not attribute to Shakespeare in Arden of Faversham. 49 Some of these complex collocations of words and ideas appear to belong to a single mind, as we can see in Alice's declarative, 'Ay, now I see, and too soon find it true, / Which often hath been told me by my friends, / That Mosby loves me not but for my wealth, / Which, too incredulous, I ne'er believed', 50 which gives us an internal match (consisting of a ten-word cluster) with the lines, 'Ungentle and unkind Alice, now I see / That which I ever feared and find too true' (AF, i.205-206). These lines (by my argument) belong to Kyd's mental repertoire and parallel The Spanish Tragedy: 'But now I see that words'; 51 'Madame, tis true, and now I find it so' (Sp. T., IV.i.35).
In an article titled 'Exploring Co-Authorship in 2 Henry VI', I tested a selection of Shakespeare's early sole-authored and collaborative plays for internal tetragrams occurring less than five times in plays written between 1580-1600. 52 I discovered that passages ascribed to George Peele and Shakespeare respectively in Titus Andronicus (1594) shared few extended verbal details, while the n-grams shared between the dramatists suggested separate authorial cognitive processes. Conversely, when passages in Shakespeare's sole-authored plays were tested against each other, there were a substantial number of matches, which indicated associative groupings at the forefront of Shakespeare's memory as he composed his work. When scenes Four to Nine of Arden of Faversham (4800 words in total) are tested against the remainder of the play, plagiarism software highlights twelve rare repeated phrases distributed between 'Shakespeare' scenes and Jackson's conjectured co-author, which gives us a figure of 0.25. The disparities of data are highlighted when we compare this figure to the Peele and Shakespeare portions of Titus Andronicus, which share just three n-grams of four or more 45 Some of the internal repetitions in Arden of Faversham could be explained by collaborating authors 'writing dialogue for the same characters in the same settings in a shared plot'. 53 For example, the match, 'Now, Master Franklin, let us go walk in Paul's' (AF, iii.33), with 'Come, Master Franklin, let us go to bed' (iv.105), and 'Come Master Franklin let us go softly' (ix.68), could very well be accidental (although it is worth noting that all three instances share the same syntactical formula). However, the majority of these repetitions signify a single author's verbal formulae; eight of the twelve n-grams recur in the same place in the verse line. To instance just one example: Jackson's hypothesized unknown co-author is responsible for the line, 'To let thee know all that I have contrived' (i.536), while Jackson proposes that Shakespeare was responsible for the line, 'To let thee know I am no coward, I' (v.25). What we see here, by my argument, is a single author drawing upon his repertoire of ready-made phrases. This tetragram (which also embraces the subject pronoun 'I') cannot be found in Shakespeare's entire dramatic corpus. Kyd employs it as a formulaic line-ending in his Turkish tragedy: 'I have persevered to let thee know' (S&P, I.ii.21).
Jackson states that '[i]f, as seems almost certain, more than one author participated in Arden of Faversham, collaboration must have been close, with the co-authors sharing the same grim vision, though one enlivened by humour'. 54 Yet, as attentive readers of Kyd's works will know, the mixture of comedy and tragedy in Arden of Faversham is characteristic of his drama: as Alfred Harbage put it, Kyd tends to combine 'comic methods with tragic materials, thus creating a species of comitragedy'. 55 One cannot stress the 'innovative nature of Kydian comedy' too much, for, as Erne rightly points out, this aspect of Kyd's drama represents 'a radical generic experiment'. 56
Linguistic Idiosyncrasies
Jackson notes that the exclamation 'Tush' is 'confined' to the 'earliest and latest scenes' of Arden of Faversham. 57 He suggests it 'can hardly be coincidental that' this nonShakespearean feature occurs in scenes outside of the middle portion of the play. 58 However, this exclamation is not to be found in the second act of The Spanish Tragedy (there are four instances in total), while the two instances within Soliman and Perseda are confined to the play's opening two acts. Should we suppose that Kyd did not write the remaining scenes in these plays? Jackson also argues that as 'none of the nine instances' of 'Ay, but' feature in the middle portion of Arden of Faversham, and given that Shakespeare 'seldom used' this colloquialism, the play appears to have been written by 53 Shakespeare and another dramatist. 59 All six instances of 'Ay, but' in The Spanish Tragedy feature in the play's second act, so, according to Jackson's argument, the remaining acts could be considered Shakespearean. Moreover, on the basis of Jackson's argument, Shakespeare could have written the third and fourth acts of Soliman and Perseda. Jackson does not appear to have checked other texts to confirm that every author uses all words uniformly throughout his plays.
Similarly, Jackson's claim that compound adjectives in Arden of Faversham are 'more like the early plays of Shakespeare than like those of Marlowe, Greene, or Peele' is symptomatic of the scant attention he has afforded Kyd's candidature. 60 
Verse Style
In his monograph, Jackson criticizes Marina Tarlinskaja's 2008 paper 'entitled "Kyd Canon"', which was 'posted on the London Forum for Authorship Attribution Studies website' but 'cannot currently be viewed'. 64 He informs readers that Tarlinskaja 'argued, on metrical grounds, in favour of Vickers's expansion of the Kyd canon'. 65 He calls Tarlinskaja's analysis 'subjective', 66 and refers readers to her monograph, which supposedly reveals that 'certain scenes of Arden, including 4-8, share metrical features with early Shakespeare'. 67 Jackson does not mention the fact that Tarlinskaja concludes in her monograph that Scene Nine is 'definitely not by Shakespeare', for it has a dip on position eight, whereas 'early Shakespeare preferred a "dip" on 6'. 68 Tarlinskaja now suggests that the 'stress profile' of Scene Eight, with its 'deep "dip" on syllable 6', points to Shakespeare. 69 This is somewhat puzzling, given that earlier in the monograph Tarlinskaja points out that Kyd 'consolidated the stress "dip" on position 6' in Elizabethan drama. 70 She notes that 'Scenes 4-8 contain a substantial "dip" on syllable 6', which 'could indicate a typical early Elizabethan text' or 'early Shakespeare, and Kyd'. 71 The dip on position six in these scenes therefore provides no evidence for an attribution to Shakespeare and/or deattribution to Kyd. In fact, Tarlinskaja's figure of 71.8 accords with The Spanish Tragedy's 69.2, Soliman and Perseda's 68.6, and Cornelia's (minus Chorus) 70.4. According to Tarlinskaja's data, Kyd prefers a dip on position six in The Spanish Tragedy and Soliman and Perseda, while the later stage plays that she tentatively accepts as Kyd's in her monograph contain almost equal stressing on positions six and eight. 72 Arden of Faversham has an almost equal percentage of missing stresses on six (73.7) and eight (74.5) overall. Furthermore, Tarlinskaja's figures for the play per scene show that the 'non-Shakespearean' scenes Twelve and Thirteen also feature a dip on six, while scenes Fifteen to Eighteen and the Epilogue feature a substantial dip on six, just like scenes Four to Eight. 73 Given that there are signs of what Tarlinskaja calls a 'conscious versification experiment' in Kyd and his roommate Christopher Marlowe's plays, it seems questionable to assign Elizabethan play portions with alternating stresses on syllables six and eight to different playwrights. 74 Tarlinskaja also makes an 'argument for Shakespearean authorship' on the basis that 'Run-on lines prevail' in scenes Four to Eight. 75 If we consult Tarlinskaja's 'Appendix B', we find that she records an average of 10.8 run-on lines in these scenes. 76 She also records an average of 13.6 run-on lines in Cornelia. We might ask ourselves: how does the figure of 10.8, which is in fact lower than Kyd's undoubted play, Cornelia, suggest Shakespeare's authorship rather than Kyd's? In my view, Tarlinskaja's data cannot be justifiably interpreted as lending support to Jackson's argument.
Jackson does not acknowledge Philip Timberlake's findings in his monograph, which also attest to the uniformity of the domestic tragedy. In 1931, Timberlake provided a comprehensive examination of feminine endings (lines concluding in an unaccented eleventh syllable) in English blank verse drama up to 1595. Timberlake discovered that Kyd 'was customarily using feminine endings with a frequency surpassing that of any' pre-Shakespearean 'dramatist whom we have considered'. 77 He recorded an average ofGiven that Shakespeare and Kyd are the only known dramatists of the period with comparably high figures for feminine endings in their dramatic works, we might expect to see such variation in feminine endings between 'Shakespeare' portions and those of a co-author in Arden of Faversham as to identify the presence of two dramatists. This is certainly not the case: feminine endings are used liberally throughout Arden of Faversham. In my computations, the 'Shakespeare' scenes average 6.4% feminine endings, while Jackson's conjectured co-author averages a strikingly similar percentage of 6.1, which would be too high for any known Elizabethan playwright except Kyd or Shakespeare. It is perhaps worth mentioning that Jackson argues Shakespeare was responsible for the scene with the lowest percentage of feminine endings in the whole play: 0.9. I reproduce Timberlake's findings in the table below in order to show the similarities between percentages for the scenes that constitute Act Three, which Jackson gives to Shakespeare, and the remainder of the domestic tragedy, which Jackson and his New Oxford Shakespeare colleagues assign to an older co-author who was not Kyd: In 1960, Ants Oras studied 'the phenomenon of pauses' and the 'positions they appear in the verse, and in what ratios compared with other positions in the line'. 81 He suggested that 'less conscious pause patterns' could help to answer questions of authorship. 82 Oras recorded patterns for several Elizabethan and Jacobean dramatists 'formed by all the pauses indicated by internal punctuation', which he termed Apatterns. 83 The remarkable similarities in patterns for same-author plays examined by Oras suggest that punctuation marks, be they authorial or compositorial, 'keep within the rhythmical climate of the time', 84 and are thus useful for identifying a dramatist's prosodic characteristics. Oras As is the case with feminine endings, the percentages for 'Shakespeare' scenes are hardly different to those found for the rest of the play, which we might expect if the domestic tragedy were authored solely by Kyd. Significantly, none of Shakespeare's plays prior to The Merchant of Venice (1597), which has a percentage of 51.7, have as low a figure for pauses in the first half of the line as the scenes Jackson ascribes to Shakespeare in Arden of Faversham; on the other hand, the percentage is very close to Cornelia's 55.6. Moreover, no play in Shakespeare's entire canon has as high a figure for pauses after even-numbered syllables; no early Shakespeare play dips as low as the percentage found for position seven, whereas Soliman and Perseda's percentage of 2.9 is close; and no Shakespeare play reaches as high a percentage as that found for position four: all of the texts ascribed to 85 Oras, Pause Patterns, p. 31. 86 Oras, Pause Patterns, p. 3. Oras also produced practically identical frequency polygons for these plays, pp. 41-42. 87 Oras, Pause Patterns, p. 23.
Kyd are closer in this respect, except Cornelia. 88 In short, the pause patterns do not support the attribution of these scenes to Shakespeare. Given that Jackson has made extensive use of Oras's methodology previously, it is regrettable that he did not examine the prosody of Arden of Faversham in his monograph. 89 
Computational Stylistics
Jackson relies heavily on Arthur F. Kinney's conclusion that 'Arden of Faversham is a collaboration; Shakespeare was one of the authors; and his part is concentrated in the middle portion of the play'. 90 93 I agree with Kirwan that the 'confidence' of Kinney's conclusion is 'not justified'. 94 Kinney's interpretation of his function-word data leads him to claim that Arden of Faversham shows 'no sustained affinities with Kyd'. 95 However, Lene Buhl Petersen has applied 'discriminant analysis' to 'principal data components' with 'cross-validation' and, according to her use of Principal Component Analysis, 'Arden of Faversham crossvalidates as Kyd'. 96 Petersen concludes, sensibly, that 'these classifications are by no means to be taken as truths'. 97 Nevertheless, Jackson emphasizes the significance of Kinney's findings throughout his monograph, while overlooking the findings of other teams.
Brett Greatley-Hirsch and Jack Elliott have extended Kinney's analysis and subjected the Kentish tragedy to a number of computational tests, concluding that '[i]t is impossible to reconcile the results we have found with a belief that Shakespeare had no hand in Arden of Faversham'. 98 However, their tests assign a number of segments in Arden of Faversham to Kyd: indeed, their function-word tests give scenes Four to Eight, which Jackson attributes to Shakespeare, to Kyd. 99 Nonetheless, they do not discuss the Kyd results in their conclusion, while the fact that Zeta 'misclassifies the lone Kyd hold-out segment as not Kyd' reveals that their tests cannot reliably distinguish authentic Kyd
